The article studies the most recent novel by Argentine novelist Mempo Giardinelli from the point of view of its polyphonic structure. Santo Oficio is compared to one of its models, William Faulkner's As I Lay Dying, and the respective modern and postmodern aesthetics ofboth novels are discussed. Giardinelli's approach in this ambitious novel is contrasted with that of major authors of the Latin American Boom. A family tree of the Domeniconelle family, the protagonists of Santo Oficio, is included.
encompasses the ordeals of the Bundren family for a few days, while Giardinelli's tells the story of the Domeniconelle family over a period of a hundred years (See Appendix 5 for a family tree). Another noteworthy feature of Giardinelli's poetics in Santo Oficio de la memoria is the inclusion of characters, who although dead, participate in the affairs of the living and are fully cognizant of family developments after their death. This adaptation of Rulfo's practice in Pedro Paramo (1955) is not surprising given the reverence Giardinelli holds for the Mexican author. In fact in Santo Oficio Giardinelli tells a story that Rulfo told him but never wrote.'
The multiplicity of discourses in Giardinelli's novel reflects the author's aesthetic and ideological embracing of polyphony. In the novel the story of the family and the history of Argentina in the twentieth century are told through multiple, competing, and often contradictory perspectives. Although there were traces of this in Giardinelli's first novel La revolucion en bicicleta, where two discourses (in different narrative voices and times) tell the story of Bartolo, the determined but unlucky revolutionary who spends his life trying to overthrow the Paraguayan dictator Stroessner, this is a new and important development in Giardinelli's writing. Due to the extraordinary events that occur in Luna caliente, that novel required the use ofthe third person narration and free indirect speech in order to achieve its full effect as a thriller. This type of narration allows the reader close access to the psychology of the protagonist but avoids a purely subjective discourse that could be dismissed easily by the reader. Likewise the indirect free speech, while permitting a third person narration, limits the knowledge of the narrator and creates the necessary atmosphere of uncertainty.
In his next novel, Que solos se quedan los muertos, following the paradigm of hard-boiled detective fiction, Giardinelli makes use of a first person narrator. As the exiled Argentine journalist, Jose Giustozzi, (an unwilling Philip Marlowe), is called upon by Carmen Rubiolo, a former girlfriend, to investigate the murder of her lover in Zacatecas, his thoughts turn increasingly to his militancy in Argentina and all the political violence experienced by his generation. The structure of the detective novel thus serves as a vehicle for an inquiry into the nature of violence, not only in crime but also in politics.
Different as the two works are, it is not difficult to see the transition from Que solos se quedan los muertos to Santo Oficio de la memoria.
The many voices of Santo Oficio are an outgrowth and an expansion 2 Studies in 20th & 21st Century Literature, Vol. 19, Iss. 1 [1995] Then that triggered off the idea: What in hell had brought Argentines to a military dictatorship as ferocious as the last one?' As Giardinelli kept working on the novel, he did more and more research, reading historians from the political right as well as the left.
His consciousness of the problematic history of Argentina grew apace with the story of the fictional Domeniconelle family. Meanwhile, as he explains in the interview with Campos, he was accumulating pages that contained isolated stories which he felt were not suitable for short stories but did not cohere into a novel. As Giardinelli puts it, "Eran como discursos inconexos que me salian con voces de mujeres" 'They were like disconnected discourses that came out in the voices of women' (51). These voices told the story of the family and focused particularly on the subject of immigration. By the time the war ended he had hundreds of pages, but realized that he had been addressing the wrong question; the right question was not "where are we going?" but rather "where do we come from?" This new question prompted him to research the history of immigration to Argentina, and as he read into the immigration literature, he realized that the image of Argentina that emerged was radically different from that of the official history:
We come from ships. We come from very uncultured people, rustic farmers who came at the end of the century to make their fortune in America. In 1880 Argentina had a million inhabitants.
In 1900 there were five million, of whom three and a half million were foreigners. In Buenos Aires 70% of the population didn't speak Spanish, and two out of every three persons were men. That explains why the tango then was danced by men. Prostitution then became an important product of importation. (51) Despite having amassed about a thousand pages by the time of his return to Argentina in 1985, Giardinelli felt that the nature of the work was still eluding him. As he tells it, it was only when he visited his family at home in the Chaco, that he found a way out of his impasse. His three aunts had made ravioli in honor of his homecoming. As they all ate, he heard them remembering the stories his great-grandfather used to tell, and stories about the Giardinellis in Italy and the town from which they came. This gave him the key to the novel: "Hell!" I thought, "this is a gift from God!" I made a date for next Sunday: "I want you three alone without the uncles and nephews." I Dying.' Alexis Marquez Rodriguez has rightly pointed out the general similarity between Santo Oficio and Faulkner's novel and the basic difference in scope, but a detailed comparative analysis of the structure of the two novels will permit us to draw certain conclusions regarding the ideological and aesthetic motivations behind Giardinelli's chosen narrative structure. To begin with it is necessary to speak not only of As I Lay Dying, but also of The Sound and the Fury. In terms of narrative structure it is the former that serves as Giardinelli's model, but the major exception to the rather regular structure of Santo Oficio, its major asymmetrical feature and therefore worthy of attention, is related to The Sound and the Fury (1929) . As readers of Santo Oficio gradually discover, the voice that recovers and records all other voices is that of El Tonto de la Buena Memoria, a character inspired by Benjy the idiot "man-child" in The Sound and the Fury, and Juan Rulfo's mentally retarded first person narrator Macario in the short story of the same name. 9 The sections labelled "El Tonto de la Buena Memoria" present dialogues, narrate in the third person, and in the first person (in italics) when he is speaking about his own situation. As readers, therefore, we come to realize that this is the most inclusive discourse, the probable source for all other discourses of the novel. This conclusion is further reinforced by the fact that the major activity of El what they didn't say was that it wasn't necessarily because she was a gossip but because she was sincere.' [59] ), and the need to speak and be heard, to write and be read, are the common denominators of these otherwise rather dissimilar characters. Through them, Giardinelli deftly solves the problem of how to manage the direction of a polyphonic novel without violating its structure through glaring, overt manipulation of the discourse of the characters. On the surface it would appear that Faulkner and Giardinelli act as recorders who catch voices. In fact both authors have a lot that they want to communicate to their readers, but the polyphonic novel is structurally and conceptually ill-adapted to preaching from the pulpit.
Readers ofAs I Lay Dying have remarked how at certain important moments in the narrative the discourse of a particular character (most often Darl) seems to be taken over by a more learned and lyrical voice that is generally identified as Faulkner's own. In Faulkner this unannounced shift in discourse seems to be motivated by the author's need to cover certain ground with his own poetic discourse, a kind of shaking off of the linguistic and cultural limits he has imposed on himself by composing his novel through the voices of his characters. 20th & 21st Century Literature, Vol. 19, Iss. 1 [1995] The case of Santo Oficio is more complex, primarily because Giardinelli allows for a permeability of discourses. To begin with, the author's own description of Santo Oficio as a work where the characters, like members of a Greek chorus, step forward and each has his say is meant to give a general impression of the work but is hardly complete. Giardinelli's postmodern homage to Faulkner's modern aesthetics typically contains, along with the "quoting" of the model (the division of the novel into chapters assigned to different voices), a radical departure (the fact that those voices sometimes spill over into sections assigned to other voices). Ultimately the most significant differences between Santo Oficio and As I Lay Dying arise from a fundamental ontological distinction: As I Lay Dying is meant to be "heard" by its readers; Santo Oficio is meant to be read as a text. Faulkner's novel is meant to be a collection of voices, and the author makes no textual provision for their setting down by any scribe or editor. Although readers of Giardinelli do not suspect this until well into the novel, they are not "hearing" the narrative voices but reading a textual transcription of those voices whose copyist is El Tonto de la Buena Memoria. The foregrounded textuality and metafictional character of Santo Oficio explain the permeability of its 106 sections.
Except for the stylized authorial intrusions that have been discussed, the chapters in Faulkner's novel are hermetically sealed; we as readers understand that the consciousness of the character whose name heads the section is responsible for the totality of its content. In Santo Oficio all sections are subject to being interrupted by the musings of the scribe, and Pedro's sections in particular are in addition frequently haunted by the apparitions of La Nona (actually his great-grandmother). Chapter 22, which is labelled "El Tonto de la Buena Memoria," furnishes a particularly rich mixture of discourses. Here is how it begins: -Pietro, iti vuole ritornare al Chaco? -pregunto la Nona, sacudiendose el polvo de la ropa. Pedro abrio los ojos, tanteO las gafas en la mesa de luz y se las calzo. Le cost6 fijar la mirada en la viej a. Toda mugrienta, con telarafias en el pelo y muy nerviosa, caminaba por la habitacion como esos perros que huelen el pasto dando vueltas alrededor de si mismos mientras buscan un sitio propicio para sus deposiciones.
vuole?
-Si, si pudiera si, pero. . . que haces aqui?
-Vine. No me asienta la altura, pero tenia que verte porque se que siempre estas pensando en volver. Al Chaco, en particular. . . . Entonces se acerco a el, con inesperada ternura, y le paso la mano por el pelo mientras Pedro sonreia tenuemente, removiendo apenas la yerba, alerta a que no hirviera el agua de la pava que habia puesto otra vez sobre el fuego.
Y era una mano larga, larga, y delicada y amorosa como yojamas send. La envidia me dio rabia. Si, me dio. Y ahora tambien.
-Pietro, ti vuole ritornare al Chaco? -Nona asked, brushing the dust off her clothes.
Pedro opened his eyes, felt for his glasses on the night table and put them on. It took him a moment to focus on the old woman. She was filthy, had cobwebs in her hair, was very nervous, and walked around the room like those dogs that sniff the grass circling around themselves until they find the right spot to make a deposit.
- in 20th & 21st Century Literature, Vol. 19, Iss. 1 [1995] That rejection of cynicism, the refusal to shrug one's shoulders and accept "reality," is grounded on the moral imperative to denounce the silence, the acceptance and pragmatism that made possible the barbarity of the Dirty War. In the quotation printed on the back cover of Santo Oficio, Juan Rulfo has captured, perhaps better than anyone else, Giardinelli's ability to derive optimism from bitter experience: "Mempo Giardinelli knows how to banish bitterness, perhaps because exile has taught him to endure that and much more: perhaps art, the great artist in him, makes him transform painful things into a profoundly creative literature of optimistic resignation."'2 For Giardinelli, therefore, the idiot's tale signifies everything because he is resigned to the fact that the only meaning that can possibly be found to the question "where do we come from?" (and any other question worth the asking) is only to be found in the idiot's tale. El Tonto de la Buena Memoria functions in Santo Oficio as an allegory of the national conscience, the national memory, the embodiment of all the desaparecidos, all exiles, and all internal exiles during the Dirty War. El Tonto writes out of fury because he won't be silenced; he won't allow memory to disappear. He is the one all want to deny, and all want to isolate him and declare him dangerous.
Santo Oficio de la memoria is the irregular sum of many subjectivities. As such it is the ideal medium to give an open-ended and politically responsible account of Argentine history in this century.
Santo Oficio allows readers to construct a story that could not be told by an authoritarian omniscient narrator, since its implicit ideology is opposed fundamentally to any kind of authorized or official history. It 
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